In this article, we extend Benedict Anderson's notion of imagined communities to examine the idea of an "imagined engagement" between or among people and groups that have not met. These imagined engagements include a blurring of temporal lines, as one group "interacts" with another's past, present, or future. Imagined engagements are a form of failed interaction, and, as such, have their place in Goffman's interaction order. We argue that musical language can comprise a meeting point of these engagements. We then demonstrate how two composers-one historic and one contemporary-have used the musical cultures of an Othered people, with a focus on Indigenous America, in an attempt to create a sense of community and common ties between the West and these Others-a sense of community in which the Othered have no part.
M
artin Stokes (1994:4) identifies the ability to "preform" our knowledge of other places as a property of music. In this sense, the borrowed Inuit music that is present in southern Canadian concert halls preforms our knowledge of the Canadian North while offering a glimpse into the ongoing Euro-Canadian treatment of its most present Other, the Indigenous populations of Canada. This paper examines the mechanisms through which such cultural appropriation takes place and proposes the presence of an imagined engagement. An imagined engagement, in this case, exists among or between people and groups that have not met, and it includes a blurring of lines between past, present, and future. Imagined engagements are constructed by their agents or doers as two-sided interactions, but, in their actuality, they reveal a one-sided approach that undercuts or simply omits the experience or contribution of the other side.
In the present discussion, we present a case for imagined engagements through music, for, in music, we can identify a meeting point for these interactions of the mind. More specifically, we investigate composed Canadian music that draws upon Inuit culture in order to present a sense of what it means to be Canadian.
Recent Canadian headlines have brought issues of cultural appropriation into public discourse. Hal Niedzviecki, an editor for Write, the magazine of the Writers' Union of Canada, states in a May 2017 opinion piece that I don't believe in cultural appropriation. In my opinion, anyone, anywhere, should be encouraged to imagine other peoples, other cultures, other identities. I'd go so far as to say that there should even be an award for doing so-the Appropriation Prize for best book by an author who writes about people who aren't even remotely like her or him. [Renzetti 2017] This statement made public a trend that exists in Canadian creative arts, namely, that it is still somehow considered acceptable (at times even desirable?) to engage in appropriation-a creative activity historically linked to colonial hegemonic display and ignorance by conquerors that is viewed in academic circles as one of the negative effects of cultural imperialism. The concept of imagined engagement serves to provide an interaction-level mechanism for explaining how works of cultural appropriation continue to be developed by arts creators as they "engage with the sounds of exotic foreign societies in order to find some authentic sense of self" (Kotarba et al. 2013:186) .
Imagined
The concept of imagined engagement resides upon ideas expressed in Benedict Anderson's Imagined Communities. Anderson (2006:6) writes that the nation is imagined because the members of even the smallest nation will never know most of their fellow-members, meet them, or even hear of them, yet in the minds of each lives the image of their communion.
Imagined engagement is concerned with the final line in this statement, that is, with how the mind of one participant communes with another (or an Imagined Engagements: Interpreting the Musical Relationship with the Canadian North Other) member. While Anderson examines the nation as a macro-level imagined community, here we seek to examine the levels of interaction in which members engage that cause them to feel a relationship with a group they will never in fact know. Anderson (2006:7) further states that the nation is imagined as a community, because, regardless of the actual inequality and exploitation that may prevail in each, the nation is always conceived as a deep, horizontal comradeship.
We propose that, in contrast to this horizontal comradeship, imagined engagement implies a vertical, hegemonic relationship between individuals at the center and at the margins of a given community.
Canada's nationalism faces challenges distinct from many European examples insofar as no one any longer knows how to situate the nation's origins, which some now identify with the settlement of the "first Canadians" some 10,000 years ago. [Bouchard 2008:272] This statement highlights the nation as a narrative-a narrative that changes over time and speaks to different parts of the nation differently. Bhabha Canada's national narrative is then being rewritten today. It is no longer "rooted in the splendors of the British past" (Bouchard 2008:273) , but rather identifies Indigenous peoples as integral to the founding narratives of the country.
In respect to Bhabha's comment above, it is in the "mind's eye" that we enter into imagined engagements. In this article, we question composers who engage in their mind's eye with Indigenous Canada through music, which then acts as an "imagined link to a shared cultural identity" (Lukic and Brint 2001:14) . Van den Scott (2016) investigates active and passive engagements within the context of mundane technologies in the non-Western context of an Inuit hamlet. She argues that we engage with technology through "two modes of use," passive engagements and active engagements. In the former, "technology itself brings consequences to bear on society." Active engagements, in contrast, "are human guided," and they result in "adjustments, either in form, function, or meaning" (van den Scott 2016:33) , to the technology. It is through engagements with the material residue (Mukerji 1994 
Engagements

From Imagined Interactions to Imagined Engagements
We have chosen the term imagined engagement to indicate an interaction-level concept against the background of the notion of active engagements.
In addition, it expands on the idea of an imagined interaction, which, although rooted in psychology, has already gained a foothold in symbolic interactionist literature.
In the 1980s, the social psychologist James Honeycutt introduced the term imagined interaction in order to highlight the imaginary conversations that individuals have with "significant others" for a variety of purposes. Honeycutt (2010:129) defined an imagined interaction as a process of social cognition whereby people imagine and indirectly experience themselves in anticipated and/or past communicative encounters with others. Honeycutt (2010:129) located imagined interactions in "the theoretical foundation of symbolic interactionists and phenomenologists," adding that imagined interactions have "characteristics similar to those of real conversations." Crisp and Turner (2009:231) In the case of imagined engagements, the actorthe composer in the cases we are examiningimagines that a member or members of a group that reside at some significant social distance away has somehow entered into the agent's response presence. This is not the case, however, since there is no actual engagement with the Other. We can imagine this sort of failed interaction in a more intimate setting. For example, one might call out to a friend in a crowded room, and that friend might turn and acknowledge someone behind you-yet you imagine that you have connected with your friend at a distance. You go happily on your way, unaware that your friend is unaware that you were ever there in the first place. Goffman (1963) allows for various types of failed interactions, and he notes that they can lead to spoiled identity. He emphasizes that any interaction involves risk and vulnerability on either psychological or physical levels (Goffman 1983) , and at times we can fail in carrying out our performance or interaction along expected and routinized lines. We might also make mistakes, such as by committing a gaffe or tripping. Some failed interactions are predictable as failures due to the structural expectations that constitute their social context. "Looping," for example, involves the psychological mortification of actors when their actions are interpreted through a particular stigma and interpreted in a negative light (Goffman 1961 ). Goffman also delineates various measures that actors use when caught up in failed interactions, such as face-saving (Goffman 1961 ) and civil inattention (Goffman 1972 ).
We regard imagined engagements as a particular form of failed interaction. They indicate that there has been a failure to successfully engage with the other party at all, even though the actor still has the feeling of having participated in an interaction, of having their "doings" socially situated (Goffman struction of the self is indeed an interactive, interpretive, and moral act that engages the narratives and stories we tell-and tell ourselves (Holstein and Gubrium 2000) . This element of interaction has been routinely highlighted by symbolic interactionists. Rowe (1999) has examined interactions that occur when members with a high degree of social distance come into each other's response presence, while Burri (2008) highlights the ways in which we make distinctions through interactions. Adler and Adler's (1989) work relies on the concept of master status as they examine how athletes construct a "gloried self" through interaction (Hughes 1945) . This seminal work demonstrates how actors can valorize parts of their identity through interactions. Actors also define themselves in relation to others in terms of sameness or difference (Burri 2008) . It is through interactions that actors establish who they are, with whom they do or do not belong, and how they see themselves in the social world (Cooley 1902) .
Those conducting imagined engagements do not actually interact with members of the groups whom they imagine to be within their response presence.
They nevertheless construct and define themselves through a partial, incomplete, and even impotent experience of an interaction-an imagined engagement. The social performance (discussed below) that Michael Colgrass conducts by means of a musical composition claims the North as part of the Canadian identity, and he imagines that he is engaging with the Indigenous Inuit population resident there. At the same time, however, the performance exoticizes Indigenous populations. Imagined engagements thus have a particular and somewhat odd place within the interaction order as failed interactions that are rarely perceived as failed-they are missed connections that are rarely perceived as missed, and one-sided experiences that are rarely perceived as one-sided. Such failed interactions succeed only in allowing the doer to feel as though she or he has done something with someone, as if they had reached out and found an interactive connection with which to construct and perform their own sense of self. In the cases we will examine more closely, the doer accomplishes a performance of self through a stated connection to and a representation of the North. The first thing I did was I want to take a walk. This was April, by the way, so the spring thaw is about to start.
I was all padded up and I said, "I want to go out and take a walk," everyone was, "Whoa, whoa, you don't just go out and take a walk around here. Where you gonna go? How long you gonna be?" 'Cause, you see, in the Arctic, suddenly a storm can come up and you can have a whiteout.
[music plays]
Everything is white. The wind is blowing. And, you see no ground. You see no anything on the sides. So, he says, "There can be a whiteout and you can be 10 feet from the front door of your house and lost and freeze to death." So, I walked-I didn't go too farand the first thing that I wanted to do; I wanted to yell. Because where else in the world can you yell as loud as you want to and no one is gonna be disturbed by it-you know, they're not gonna call the police or something. So I went, "Hey!" [yells] .
In this excerpt, Colgrass first states that he ignored the advice of those from the town by walking alone and did what he wanted to do-to yell. He says "no one is gonna be disturbed by it," but what he truly says is that no one of consequence will be disturbed by his actions. In our experience of living in and visiting an Inuit community for over a decade, we would suggest that residents would be quite worried about a visitor's yelling at nothing on the tundra, but that they would likely not interfere.
There is also an intersectionality present in Col [Nercessian 2002:13] In the case of Inuit throat singing, we feel it fair to suggest that, yes, there is an original context, and that the privileging of this context is necessary due to the history of colonialism leading to systematically racist treatment of Indigenous peoples in Canada. Colgrass interprets the North through his cultural lens-a lens informed by generations of colonial behavior, also evident in Rameau's opera-ballet-as he directs it towards Canada's northern regions and Indigenous populations. In doing so, he presents a truth in Arctic Dreams that is not an obdurate reality, but one that instead results from his imagined engagement with the entirety of the region and its people.
Colgrass attempts to establish a relationship between his Toronto-based life and the life experiences in the far reaches of his nation. Pryke (2009:45) states that "National identities correspond to collective histories and thus bestow meaning to human One area for further thought and research regarding the concept of imagined engagement, particularly as it relates to the sociology of music, involves a consideration of music scenes. Virtual music scenes, in contrast to co-present local and translocal music scenes, are created in a day, place fans in control of the scene, and are mediated, for example, through fanzines or the Internet (Bennett and Peterson 2004:10-11) . The virtual scene as a site of imagined engagements could provide an avenue for a consideration of Inuit musicians creating songs for a perceived southern audience that may or may not exist. We offer the concept of imagined engagement as a way to further examine, within the interaction order, attempts at interaction that fail to reach the second party, but are nonetheless perceived by the first party as having been successful.
